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‘“Muthuswami Dikshitar” is an outstanding publication brought out 
by the National Centre for the performing arts in connection with the bi- 
centenary of the birth of the great composer, who is revered as one of the 
Trinity of Karnataka music. As indicated by Dr. V.K. Narayana Menon, 
the Executive Director of the Centre, in his elegant and lucid foreword, the 
aim of the volume is to interpret Dikshitar, the man and his music, and in 
this task the learned author, Dr. V. Raghavan, has succeeded admirably. 


Dikshitar’s greatness had been recognised in his own time and his 
compositions, in all their variety and uniqueness of artistic individuality, were 
accepted as forming part of the impregnable groundwork of Karnataka 
music, but the vogue of his kritis fluctuated after his lifetime owing to various 
reasons, within the framework of the concert as evolved in the later half of 
the nineteenth century. Under the inspiration of the peerless maestros Maha- 
Vaidyanatha Iyer and Patnam Subramanya Iyer, the number of songs featured 
was limited and though Dikshitar’s Kritis did find a place in them, they were 
confined to a set of oft-repeated and popular items such as “Chaintaya 
Makanda” (Bhairavi), “Tyagarajaya” (Begada), ‘“‘Akshayalinga Vibho” 
(Sankarabharanam), etc. During all this period it was left to the descendants 
of Dikshitar and their disciples, scattered over the Southern districts, to keep 
the heritage of Dikshitar’s works intact. And it is no exaggeration to say that, 
but for the infatiguable efforts in the closing decade of the nineteenth 
century of Shri A.M. Chinnaswamy Mudaliar, a superintendent in the secer- 
tatiat of the Government of Madras, who was well-trained in Western music 
and at the same time was keenly alive to the charms of Indian music, this 
heritage might well have been lost. It was he who persuaded the Raja of 
Ettayapuram to prevail upon his court-musician, Subbarama Dikshitar, a 
descendent of Dikshitar and sole repository of his works embodying the 
theoretical system of Venkatamakhi, the Panini of Karnataka music, to put 
down all his musical lore in black and white. This resulted in the publication 
of the monumental Sangita Sampradaya Pradarsini in 1904, preserving for 
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posterity the music of Dikshitar against the background of its grand theoretical 
setting. This book forms a Jandmark in the history of Karnataka music and 
contains 229 compositions by Dikshitar and many other items of his param- 
para. Since then several treatises in southern languages presenting Dikshitar’s 
songs have appeared, including the Dikshita Kirtana Mala, edited by Vina 
A Sundaram Iyer, disciple of Ambi Dikshitar, the son of Subburama 
Dikshitar, giving 426 kritis of Dikshitar in notation, representing the direct 
contribution of the Dikshitar line to the corpus of the Master’s published 
works. This would give an idea of the extent of the musical material made 
available to the public and it must be admitted that much of this is unknown 
territory to musicians, students and rasikas alike. It is in this context that an 
elucidation of the life and the achievement of Dikshitar has to be made 
including the propagation of his works. 


Dr. Raghavan’s treatment ofthe subjectis characterised by thorough- 
ness, painstaking research and a freshness of thinking in the interpretation of 
data. Dikshitar’s life essentially consists of a series of pilgrimages and Dr. 
Raghavan states that the best way to give an account of the output of the 
kritis by Dikshitar would be to deal with them around the kshetras (holy 
centres) visited by him. This is the method followed, starting from Dikshitar’s 
early life at Manali, leading on to his sojourn at various places like Benares, 
Tiruttani, Kanchi, Tiruvarur, Tanjore etc., culminating in Ettayapuram. 
Several Kritis, some of them well known, described by Dr. Raghavan with 
reference to these places, acquire special interest and a new meaning as they 
are seen against the background of their creation, c.g., the songs composed in 
and around Tanjore and Tiruvarur. The wealth of details regarding various 
compositions is dealt with systematically and in sequence. In the absence of 
chronological records Dr. Raghavan’s reconstruction of the events of 
Dikshitar’s life and itinerary, based on the kritis, appears to be convincing and 
acceptable. His analysis of the great Kritis, like the Navavarana cycle of songs, 
is illuminating and his description of the raga, malikas detailed. Dikshitar’s 
mastery of mantrasastra, his beautiful diction and the grandeur of his musical 
outputand its range are all brought out effectively. From an over all view of 
the material discussed, it becomes clear that the kritis in mela-karta or 
Raganga ragas and apurva (rare) ragas are quite considerable in number and 
there is no dearth of madhyamakala pieces as contrasted with the vilamba- 
kala pieces by which Dikshitar’s genius is recognised. Dr. Raghavan focuses 
attention on the philosophy imbedded in the kritis and points out that the 
predominant emotion, portrayed by Dikshitar is Shanta rasa. He stresses the 
musical and aesthetic aspects of the compositions and their enduring value in 
terms of the highest achievement in the realm of art. Dr. Raghavan does well 
to point out that the present popularity of Dikshitar is not due to the revivalist 
movement of the thirties of this century, for he says, the tradition continued 
to exist from the days of Dikshitar’s sishyas, notably in Choladesa and Tinne- 
velly district. One is in perfect agreement with him as he sums up and says, 
“When you sit and listen to Mamrangu and Mamaya or Navaroz and Hastiva- 
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danaya or Pauli and Parvati Parameswvaran, you are under the spell of 
something transcending a mere song.” 


There are other articles by Dr. Raghavan on Chinna Swami Dikshitar 
and Balu Swami Dikshitar, both brothers of Muttuswami Dikshitar, and on 
Subbarama Dikshitar, grandson of Balu Swami Dikshitar and adopted by 
him as his son, all well-documented, informative and interesting to read. The 
section entitled ‘“‘Dikshitar’s Sishya Param Para’’ contains important facts. 
The Bibliography covers publications from the time of Tachur Singaracharyalu 
Brothers (whose earliest book was published in 1889) to the latest and 
includes articles in journals, monographs and books in different languages. 
The Index to the songs of Dikshitar is based on the Sangita Sampradaya 
Pradarsini and the Dikshita Kirtana Mala, which are the main source books 
coming from the family of Dikshitar and its direct line of sishyas. Reference 
is also made to various other publications including the Kritimani Malai 
by Shri R. Ranga Remanuja Iyengar, which contains 400 Kritis of Dikshitar, 
the largest single collection outside the main books. The foot-notes are 
interesting : the academic concern for admitting controversial points is 
laudable, as in the doubts expressed whether the varnam “Rup-amu’’ and the 
Navagraha kritis on Rahu and Ketu are really by Dikshitar or not. If the 
titles in the Index to be arranged in alphabitical order, it would be an added 
facility for reference. The Navagraha Kritis printed in Devnagari characters, 
with notation, are a very useful addition; the words and the music have been 
presented in a well designed and intelligible form, easy to learn. The Disco- 
graphy contains the names of stars who are eagerly listened to by the music- 
loving public and the items of compositions comprise a choice variety. 


An altogether excellent book, providing sumptuous fare and attractively 
got up. Taking a look at the contents as a whole, we see what a wealth of the 
music of Dikshitar lies therein : how much of it will come to us as current 
coin in the form of live music, only the future can teil. 


* * * * 


“The Musical Heritage of Sri Swami Dikshitar” published similarly 
by the Indian Musicological Society, Baroda, to mark the bicentenary of the 
great composer, is in a different category. It is a collection of 10 articles 
by different authors, consisting of researchers, musicians and teachers and is 
edited by the wellknown and versatile musicologist, Shri T.S. Parthasarathy. 
It is in the nature of a-symposium. The main subject is approached from 
different angles and the treatment throughout maintains a uniformly high 
level, though there appears to be a certain amount of overlapping and repeti- 
tion in the discussions of the topics. 


In the leading article — “A short Biography of Muthuswami Dikshitar’’, 
Shri T.S. Parthasarathy gives a crisp account of the composer’s life and 
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touches on the salient aspects of his music. He points out that Dikshitar’s 
vision of the ragas is clear and comprehensive and his songs are in slow 
measure (vilambit), bearing the imprint of arduous vina practice. He adds 
that “with a few exceptions” Dikshitar’s Kritis are in chaste, stately Sanskrit, 
showing his mastery of alliteration and beautiful phrasing. In “‘A compara- 
tive study of Muthuswami Dikshitar with Tyagaraja and Syama Sastri”, 
Smt. Vidya Shanker contrasts the syles of the three great composers. She 
considers different aspects of their compositions at length, makes a compara- 
tive study of their lives and concludes that each of them had a style suited to 
his genius. Shri T. Sankaran gives a detailed exposition of “The Nagaswaram 
Tradition systematised by Ramaswami Dikshitar’’. It is very interesting to 
note his observation that the “‘Dikshitars never seem to have hesitated to seek 
the guidance of the Rajadasis to provide the dhatu (music) for the matu 
(Sahityam) moulded by the Dikshitar family”. His vivid description of the 
Tiruvarur tradition, which includes “innumerable varnams, padams, kritis 
and folk melodies” serves to underline the need to salvage and preserve these 
links with the past. 


Dr. S. Sita, in her article on the “Contribution of Sri Muthuswami 
Dikshitar to the wealth of Karnataka music’, analyses elaborately the group 
kritis, ragamalikas, vartras. Songs in mela karta ragas, in janyas. of 
Malavagarla and apurna ragas, and the form of kritis handled by Dikshitar. 
There are different opinions about the Aritis in the Raganga ragas but it is 
now agreed that Dikshitar has composed in Mela 9 and in Mela 53 called 
gama Kakriya in accordance with the system of Venkatamakhi. Under the 
heading “Contemporaries and Disciples of Sri Muthu Swami Dikshitar’, 
Shri T.S. Parthasarathy examines how his environs and his contem- 
poraries influenced and moulded the personality of Dikshitar as a composer 
and devotee. The close contacts between Dikshitar and Syama Sastri and 
Dikshitar’s affectionate guidance of his disciples are also noticed in this 


article. 


Dr. T.C. Ramakrishnan who has specialised in the Dikshitar tradition, 
brings out many interesting facts while discussing ‘‘The contribution of the 
Dikshitar family to Karnataka Music”. The achievements of the Dikshitar 
family. termed the Dikshitar Pentad by him, are dealt with in an elaborate 
manner. The remark that “Tyagaraja was stated to have kept the work 
Sangraha Chudamani in his secret custody not even showing it to his close 
disciples” seems to be based on hearsay and may not find a place in a serious 
study. Also Dr. Ramakrishnan’s statement that “the Sangraha Chudamant 
can be said to be a far inferior work and can never be compared to 
Venkatamakhi’s classic which alone deals with pure and unsullied traditional 
music” does not appear to be in keeping with the norm of the uncommitted 
scientific approach to the development of the theory and practice of music, 
which is subject to the law of growth as much as any other art. Dr. Rama- 
krishnan has an open mind when he expresses a doubt whether a large number 
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of Dikshitar’s compositions published recently without raga mudras are 
really the songs of the great composer, and his treatment of the subject-as a 
whole is scholarly and thought provoking. 


“Muthuswami Dikshitar’s compositions in Desiya Ragas” is an 
interesting theme and under this caption, Shri B.V.K. Sastry, the distinguished 
critic, has explored it in depth against the historical perspective. Shri B. Rajani 
Kanta Rao deals with ‘The many facets of Muthuswami Dikshitar “‘in a lively 
manner. Kumari S.A. Durga considers the “Literary Excellence in Muthu- 
Muthuswami Dikshitar’s Compositions” in detail. And Dr. S. Ramanathan, 
in his article entitled ‘Influence of Venkatamakhi on Muthuswami Dikshitar’’. 
discusses the subject in relation to the 72 mela scheme of Venkatamakhi and 
“Dikshitar’s compositions in all the 72 melas’’. Raising the question as to how 
Dikshitar came across the names kanakambarri etc., he answers by saying 
that “evidently Muthuswami Dikshitar obtained a copy of the book (of . 
Lakshana gitas) from his father Rama Swami Dikshitar”. He concludes by 
paying homage to ““Venkatamakhi, the author of the 72 mela scheme and to 
Muthuswami Dikshitar, the composer, who immortalized these ragas by his 
compositions’. In the last section, the texts of eight kritis of Dikshitar are 
featured in Devanagari characters along with their translation in English. 
The selection and translation are quite good. 


The irrepressible printers’ devils, masquerading as typographical 
errors, and inconsistencies in spelling make their appearance here and there - 
in a disconcerting manner and it is to be hoped that they would be eliminated 
in future editions. 
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